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This project was initially conceived in the summer of 2017, and that particular so-
cial-historical-political context has indelibly moulded the concerns of this special 
issue. Voters in the United States had just elected Donald Trump, a reality televi-
sion star, to the highest political office in the land and were beginning to learn more 
fully what that meant for day-to-day life and politics. In the United Kingdom, 
meanwhile, voters were also beginning to learn a new reality, shaped by the results 
of a Brexit referendum whose campaigning had been characterised by the high-
profile antics of Brexiteers like Boris Johnson and Nigel Farage. As we began to 
toy with the idea of an interdisciplinary special issue devoted to performance and 
politics, we watched in horror as far-right, white nationalist demonstrators 
marched in Charlottesville, Virginia, chanting Nazi slogans; as the death toll of the 
Philippine Drug War rose; and as opposition leaders were arrested in Venezuela, 
followed by protests. 

The inextricable links between performance and politics have perhaps never 
been so obvious. At the same time, we are convinced that this is not a new state of 
affairs. The specific configuration of this relationship has, it appears, shifted in the 
new millennium, driven by the rise of social media and its increasing global pres-
ence; and yet we would argue that the core relationship – the root of what we will 
shortly describe as the ‘performance-politics nexus’ – has remained constant. What 
became abundantly clear to us during those initial, fruitful discussions in a Belfast 
coffeehouse was a strong line of continuity between our own research – Sonja’s on 
early modern theatre and the public sphere, Kayla’s on community arts in Northern 
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Ireland – and those contemporary events that set the backdrop to those conversa-
tions. Performance has always been political, and politics has always been per-
formed. And yet the precise ways in which the two intersect and entangle vary 
infinitely. These variations became abundantly clear as we worked on the special 
issue’s revisions in 2020, as we witnessed on a global scale (and felt within our-
selves) the differing reactions to, explanations for, and performances of, on the one 
hand, anti-mask and anti-lockdown protests during the COVID-19 pandemic, and 
on the other, anti-police-brutality protests sparked by the murder of George Floyd. 

It is above all this dual sense of both continuity and re-configuration that we 
seek to communicate and interrogate in our introduction to this special issue on 
Performance and Politics, Power and Protest. The relationship between performance and 
politics is murky and complicated. In this article, we seek not to provide concrete 
answers or prescriptive analyses, but rather to highlight the complexities of the 
performance-politics nexus and proffer a multidisciplinary framework by which 
these complexities might be discussed, and which frames the diverse contributions 
which comprise this special issue. 
 We begin this article by describing our approach to the four terms of the special 
issue title, presenting the particular ways in which we understand and define ‘per-
formance’, ‘politics’, ‘power’, and ‘protest’. We then use these definitions to suggest 
a new way of understanding and describing the performance-politics relationship: 
an analytical model which we call the ‘double helix’. We outline the parameters of 
the double helix model and suggest ways in which it might be applied to perfor-
mance and politics in the present day. We apply the double helix to examine at 
some length the performativity of voting as well as the long and ever-changing use 
of the ‘Wilhelmus’, the 450-year-old song that now functions as the Dutch national 
anthem, as well as to a series of examples both historical and contemporary, re-
flecting our disparate disciplinary backgrounds in anthropology (Kayla) and com-
parative literature (Sonja). Finally, we close this article with a description of the 
special issue contributions. 
 
Performance and Politics: Parameters of Meaning 
 
This special issue’s titular themes encompass a wide and contested range of mean-
ings. We have chosen, and have likewise asked our contributors, to interpret these 
terms broadly, in order to engage a variety of theoretical and analytical perspec-
tives on the topics at hand. Strine, Long and Hopkins describe performance as ‘an 
essentially contested concept, meaning that its very existence is bound up in disa-
greement about what it is, and that the disagreement over its essence is itself part 
of that essence’.1 We agree with these authors that this disagreement is productive 
and essential to the concept of performance, and we assert that the same is true for 
politics: politics and the political are similarly contested concepts, their meanings 

 
1 Mary S. Strine, Beverly Whitaker Long and Mary Frances Hopkins, ‘Research in Inter-
pretation and Performance Studies: Trends, Issues, Priorities’, in Speech Communication: 
Essays to Commemorate the 75th Anniversary of The Speech Communication Association, ed. Gerald 
M. Phillips and Julia T. Wood (Carbondale: Southern Illinois University Press, 1990), 
183. 
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‘bound up in disagreement’. Performance and politics, power and protest, are thus 
messy terms, and undoubtedly readers will gloss them somewhat differently than 
we do here. Our aim in the section that follows is not to dispute their essentially 
contested natures – far from it! – but rather to plot a broad swath of potential 
meanings within which the special issue’s authors operate, and to pin down the 
edges of this murky map with some agreed-upon anchors which are largely shared 
between our and the contributing authors’ very disparate fields of work, study, and 
research. 
 
Performance 
 
Broadly speaking, scholarly work on performance tends to differentiate between 
two sets of meanings. On the one hand, there is performance-as-event – as a staged 
occurrence set apart from quotidian life that makes some sort of (more or less clear) 
distinction between performer(s) and audience. This is perhaps the more tradi-
tional understanding, the one that locates ‘performance’ within the realm of drama 
and theatre, of art and aesthetics. On the other hand, there lies the understanding 
of performance-as-everyday, as the (more or less conscious) negotiations of self-
presentation and self-positioning that humans make among themselves. Sociologist 
Erving Goffman’s The Presentation of Self in Everyday Life is a foundational work in 
theorising the latter aspect of performance, examining as it does the ways in which 
‘the individual … presents himself and his activity to others, the ways in which he 
guides and controls the impression they form of him, and the kinds of things he 
may and may not do while sustaining his performance before them’.2 For Goffman, 
what is vital to either understanding is the watched nature of the performance: a 
performance is always done for, and directed toward, an Other. The key difference 
between these two poles of performance is the positioning of the addressee: in eve-
ryday interactions, the performer performs acts toward and for their interlocu-
tor(s), while on stage the performer directs their performance toward a seeming 
interlocutor (also a performer), but for the eyes of the audience.3 

Katrin Beushausen’s recent book on English theatre during the Interregnum 
(1649-1660), a period that is often presumed to be free of theatre after a govern-
ment attempt to ban it entirely, glosses these two understandings of performance 
as ‘theatre’ (event, stage performance) versus ‘theatricality’ (mode of performed 
interaction in everyday life).4 For Beushausen, as for Goffman, the key factor in 
identifying theatricality, a factor it shares with its ‘theatre’ counterpart, is the rela-
tionship it creates and fosters: ‘[T]heatricality is always characterised by the rela-
tion between performer and audience, and can thus be regarded both as a mode of 
behaviour … and as a mode of perception’.5 

 
2 Erving Goffman, The Presentation of Self in Everyday Life (Harmondsworth: Penguin, 
1959), 9. 
3 Goffman, Presentation, 9; Erving Goffman, Frame Analysis: An Essay on the Organization of 
Experience (Hardmondsworth: Penguin, 1974), 124-127; see also Rush, this special issue. 
4 Katrin Beushausen, Theatre and the English Public from Reformation to Revolution (Cam-
bridge: Cambridge University Press, 2018). 
5 Beushausen, Theatre, 15. 
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The definition offered by performance scholar Richard Schechner in his Per-
formance Theory also founds itself in the performer-spectator relationship. Acknowl-
edging the performative nature of everyday interactions as discussed by Goffman 
– performance as ‘a “quality” that can occur in any situation rather than a fenced-
off genre’ – Schechner too grounds his understanding in the relational nature of 
performative actions, whether event or everyday, arguing that ‘a performance is an 
activity done by an individual or group in the presence of and for another individ-
ual or group’.6 Even where all involved in the performance hold some sort of active 
role, as in a communal rite or a staging of immersive theatre, the watched character 
of performance still persists: ‘[P]art of the performing group watches – is meant to 
watch – other parts of the performing group; or, as in some rituals, the implied 
audience is God, or some transcendent Other(s)’.7 While some authors have argued 
that the performer themself might, in some cases, be their own audience,8 for our 
purposes here we agree that some form of relationship, whether temporary or per-
manent, existing among multiple individuals, is crucial to the nature of perfor-
mance, and so we take the actor-spectator relation to be constitutive of what we 
mean when we say ‘performance’. 

Furthermore, performances have a self- and world-making aspect. Whether in 
the set-apart or the everyday, performances both present and make sense of the 
world and take part in its continuous making and unmaking. These are variously, 
and often simultaneously, both enacted by individuals as agents in their own mak-
ing and enacted upon them.9 In early modern Europe the theatre mundi (‘all the 
world’s a stage’) metaphor was frequently used to describe how everyone has a 
specific role to play in life. We take this productive role in the making of worlds 
and selves to be a further crucial aspect of performance. 

In our view, however, the distinction between the two types of performance is 
not so clear-cut as it has perhaps been presented in the past. Rather, we argue that 
performances exist along a sort of spectrum, somewhere between two extremes: 
the highly extraordinary and the highly ordinary, the obviously staged and the 
deeply mundane. Most interactions fall somewhere in between, and examples 
might be found from all points along this spectrum. Given our own interests and 
the research of our contributors, the articles in this special issue tend toward ex-
amples and case studies of performance as event, as a particular interaction be-
tween performer and audience, whether physically on stage, in the pedestrian 
spaces of the city or in the halls of power. Lynneth Miller Renberg’s article, for 
instance, discusses how opera was used on the London stage to support royal 
power. Yet the everyday, more mundane nature of performance, the embodied, 

 
6 Richard Schechner, Performance Theory, revised and expanded edition (New York: 
Routledge, 1988), 30, n. 1. 
7 Schechner, Performance Theory, 30, n. 1. 
8 E.g., Deborah Klens-Bigman, ‘Toward a Theory of Martial Arts as Performance Art’, in 
Combat, Ritual, and Performance: Anthropology of the Martial Arts, ed. David E. Jones (West-
port: Praeger, 2002); Andrew Killick, ‘Holicipation: Prologomenon to an Ethnography of 
Solitary Music-Making’, Ethnomusicology Forum 15, no. 2 (2006). 
9 Andrew F. Wood and David P. Terry, ‘“The Only Dominator and Remaker of the 
World”: <Self-Reliance>, <Unification>, and the Rhetoric of North Korean Juche’, Western 
Journal of Communication 80, no. 4 (2016). 
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enacted performativity of everyday life, remains ever present as well. For example, 
Maruška Svašek discusses the work of Czech performance artist Jiří Kovanda, 
whose interventions and disruptions in the urban spaces of Prague were intention-
ally minute – virtually imperceptible or indistinguishable from the ‘everyday life’ 
going on around him as he performed. 
 
Politics 
 
Like performance, politics too has its extraordinary and ordinary poles: there is 
politics as the obvious, ‘front stage’ workings of governance, the machinations of 
states and parties; and there is the mundane politics of everyday interactions. As 
with performance, we understand ‘politics’ as a spectrum between these two poles, 
with negotiations and manifestations of the political existing at all points thereon. 
Examples from across this spectrum can be found within this special issue, ranging 
from Dustin Neighbors’ examination of Elizabethan royal progresses – political 
displays with a strong performative element – to Kayla Rush’s ethnography of a 
protest planning meeting, in which the very concept of ‘performance’ itself was up 
for debate as those present strategised their political actions. 

Political scientists make a similar distinction, naming the two poles the ‘arena’ 
and ‘process’ approaches to politics respectively. As outlined by Adrian Leftwich, 
the ‘arena’ approach maps onto what we have described as the performance event, 
dealing with institutions of government and formal legal rules; while the ‘process’ 
approach takes a broader understanding, in which politics suffuses the everyday.10 
‘Process’ is also central to the understanding of politics put forth by Swartz, Turner 
and Tuden in their monumental early volume on political anthropology.11 

Broadly speaking, we understand ‘politics’ to indicate both institutions and 
processes that create, negotiate, reify, undermine, upturn, and overthrow hierar-
chies within human relationships, and the unequal distributions of power which 
are both the tools that establish and prop up these hierarchies and their natural 
outgrowth. Performance has long played, and continues to play, a fundamental role 
in making, sustaining, and un-making social hierarchies and power relationships. 
We will refer to this interrelationship between performance and politics as the ‘per-
formance-politics nexus’ and will attempt to theorise the workings of the nexus at 
some length below. 
 
Power and Protest 
 
The other two themes mentioned in the special issue title bear mentioning here 
before moving on: power and protest. While secondary in import to this introduc-
tion’s two main concerns, we have included ‘power’ and ‘protest’ in our title inten-
tionally. Power and protest are equally as intertwined as are performance and pol-
itics. There has always been resistance to those who hold power, because of power 

 
10 Adrian Leftwich, ‘Thinking Politically: On the politics of Politics’, in What Is Politics? 
The Activity and Its Study, ed. Adrian Leftwich (Cambridge: Polity, 2004), 13-14. 
11 Marc J. Swartz, Victor W. Turner and Arthur Tuden, ‘Introduction’, in Political Anthro-
pology, ed. Marc J. Swartz, Victor W. Turner and Arthur Tuden. Chicago: Aldine, 1966. 
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abuse, the ambitions of others, or simply because it is not possible to satisfy every-
one. And such resistance has taken on many different, often performative forms. 
 Power is central to politics, and differentials of power are inherent therein. 
However, power does not simply exist; rather, it is performed. It is enacted. Power 
is demonstrated and exercised through actions – and, more importantly still, within 
interactions, between individuals and groups who occupy various positions within 
a social hierarchy of power. Power, then, comprises a vital, inextricable component 
of the performance-politics nexus. It is not, however, straightforward or easily 
pinned down. Rather, much like performance and politics, power and its specific 
configurations are both locally and historically contingent;12 power relations are 
complex and need to be studied and understood contextually. Thus in the special 
issue we approach power similarly to how we approach performance and politics, 
understanding it as shifting through time and across different locations. The spe-
cific configurations of power taken up by each author are different and unique. 

‘Protest’, meanwhile, is a reminder that no power is complete: that there is al-
ways resistance, always something countering it, an idea or ideas that the distribu-
tion of power – which is to say, the current shape of politics – ought to be other 
than it is. Protest actions call attention to power’s constructed and incomplete na-
ture, ‘re-draw[ing] … maps of power by exposing their present configuration to 
the potential that another world (another map) is possible’.13 We argue that protest 
occupies an important place within the performance-politics nexus, one taken up 
by several of our contributors – most straightforwardly by Kayla Rush’s article on 
anti-austerity politics among artists, but also in more subtle forms, such as when 
Sheelagh Colclough and Sarah Feinstein contend that carnival parading practices 
serve to challenge politically entrenched uses and understandings of urban space. 
That performed narratives can function as a form of subversion and protest is fur-
ther shown in Sonja Kleij’s article on anti-Stadholder rhetoric on the stage of the 
Amsterdam Municipal Theatre in 1650 and in Romano Mullin’s suggestion that 
filmic representations of the early modern period articulate a widespread cynicism 
about politics in the twenty-first century. 

The power hierarchies of politics, and the performances that both reify and are 
dictated thereby, are not static; rather, they are shifting, and shifted by various 
means.14 Protest is often a form of performance as well, as it seeks to draw attention 
to a cause, preferably from those who are able to help make it a reality. We can see 
this, for example, in the 2014 protests in Hong Kong against proposed reforms to 

 
12 Ronald Walter Greene and Kevin Douglas Kuswa, ‘“From the Arab Spring to Athens, 
From Occupy Wall Street to Moscow”: Regional Accents and the Rhetorical Cartog-
raphy of Power’, Rhetoric Society Quarterly 42, no. 3 (2012); Kelly Ross, ‘Watching from 
Below: Racialized Surveillance and Vulnerable Sousveillance’, PMLA 135, no. 2 (2020); 
Wood and Terry, ‘“The Only”’. 
13 Greene and Kuswa, ‘“From the Arab Spring”’, 273. 
14 Swartz, Turner and Tuden, ‘Introduction’, 6-7. 
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the electoral systems. Protesters used specific visual cues in the form of yellow um-
brellas, and those who were not able to physically attend the sit-ins were encour-
aged to wear yellow in support of the cause.15 

In the section that follows, we supply a lens through which we might gaze upon 
the performance-politics nexus, a model in which this changeable, shifting nature 
of power and the political is a crucial component. This lens presents performance 
and politics, power and protest, as continuously interlinked, and it aims to provide 
a visual aid to better understand these relationships by likening them to an image 
most familiar from the study of DNA: that of the double helix. 
 
The Double Helix 
 
As the above has shown, the relationship between performance and politics is dif-
ficult to pin down, and perhaps even more difficult to describe. The limitations of 
language tend to force us into defined, bounded interconnections between these 
(or any other) two factors, not unlike the simple Punnett Squares we both learned 
to draw while studying biology in school (Figure 1). 
 
 

 
Performance  

 
Politics 

 
 
Performance 

 
Performance-without-
Politics: 
 
Apolitical Performance  

 
Politics-with- 
Performance: 
 
Performative Politics 

 
 
Politics 
  

 
Performance-with- 
Politics: 
 
Political Performance 

 
Politics-without- 
Performance: 
 
‘True’ or ‘Rational’  
Politics – Politics Proper 

 
Fig. 1: Defined relationships between performance and politics: a somewhat  
limiting view of the performance-politics nexus. 
 
This sort of taxonomising can certainly be useful in delimiting topics of scholarly 
examination or academic debate, and for this reason several of this issue’s contrib-
utors utilise some or all of these terms in their analyses (though they often do so 

 
15 Jonathan Kaiman, ‘Hong Kong’s Umbrella Revolution – The Guardian Briefing’, The 
Guardian, 30 September 2013, accessed 20 June 2019, https://www.theguard-
ian.com/world/2014/sep/30/-sp-hong-kong-umbrella-revolution-pro-democracy-protests. 
Cf. Sonia Lam-Knott, ‘Defining Politics in an “Apolitical City”’, Anthropology Matters 18, 
no. 1 (2018). 
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critically). However, to limit ourselves to a typology of this sort is to elide the fertile 
spaces in between. 

In this special issue, we seek to step outside such neat categorisations, to ex-
pand and trouble our thinking on the performance-politics relationship – to re-
frame it in modes and language more suited to the messy, complex and often un-
certain ways in which the performance-politics nexus is experienced, both histori-
cally and in contemporary life. To this end, we suggest that this relationship might 
best be described and understood as a double helix – using a very simplified version 
of the form used primarily to describe the structure of DNA (Figure 2). 

 

 
 

Fig. 2: The double helix16 
 

The image of the double helix suggests itself, first and foremost, for the insep-
arability of its strands. So, too, performance and politics are deeply intertwined, 
tangled up in one another, so that one does not exist without the other. That is, 
politics is always, and has always been, performed; and performance is never not, 
nor has it ever been other than, political. Politics and performance are inextricably 
bound up in one another, and while their specific relationship varies and changes 
constantly, we cannot consider the one without the other. 

In the image of a double helix, its strands are represented not only as entan-
gled, but also as overlapping. At various points, one of the strands comes to the 
foreground – the ‘front stage’, as it were17 – only to be overlapped by its other else-
where. What we mean by this is that the key elements of the performance-politics 
relationship, while inextricably entwined, are unequal. Each may come to the fore 
at various points, taking on a seemingly greater role than its counterpart, though 

 
16 ‘DNA Double-Strand A’, DataBase Center for Life Science, posted on Wikimedia 
Commons, https://commons.wikimedia.org/wiki/File:201812_DNA_double-strand_A.svg. 
Licensed under Creative Commons Attribution 4.0 International 
(https://creativecommons.org/licenses/by/4.0/deed.en). Here and throughout the article, 
the original image has been altered by Kayla Rush. 
17 Cf. James C. Scott, Domination and the Arts of Resistance: Hidden Transcripts (New Haven: 
Yale University Press, 1990). 
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the presence of the other is always implied, lurking in the background, even if it is 
less visible or even obscured entirely. 

For example, most readers will agree that a children’s school play is far more 
performance than it is politics (Figure 3). The key element is the performance of 
the young players, and politics is largely a shadow. We might of course infer the 
presence of the political, in the sense that all of life is in some way political – e.g., 
the absence of manifestly political speech or action is a statement about how politics 
should or should not affect children, or in what contexts politics is or is not wel-
come. However, the political remains shrouded, only inferred. 

 

 
Fig. 3 (left): A children’s school play; primarily performance.   
Fig. 4 (right): Voting; primarily politics. 

 
Conversely, the act of voting might be seen as more politics than performance 

(Figure 4). In the physical act of casting one’s vote – leaving aside for the moment 
the theatrics of campaigning, choosing a candidate and so forth – when, as in the 
American mode of voting, the voter enters a shielded booth alone and selects a 
candidate or array of candidates in silence, in that moment the voter is more polit-
ical than they are performative. In this act, then, it is politics that comes to the fore, 
and performance that remains in the background. And yet, performance is not com-
pletely absent here either, as voting in this particular manner is still a performance: 
a performance of being political and of enacting politics in a certain way (the secret, 
private, individual vote, which represents certain democratic political ideals). Fur-
thermore, afterwards American voters are frequently given an ‘I voted’ sticker, 
which serves to signal that the performance has taken place to a political audience: 
the general public. In either case, we might argue the presence of the less prominent 
strand: the political echoes of the children’s play, and the performative underpin-
nings of the act of private voting. However, there is no doubt that in both cases 
performance and politics are unequal players. 

With that said, the relationships on the double helix are constantly in motion. 
Actions or events do not sit firmly on an affixed point within either strand, but 
rather shift and morph, often in unexpected or surprising ways. For example, while 
me might safely argue that the school play sits about where we have indicated in 

Performance 
 
Politics 
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Figure 3, the potential for this to shift is ever present. If, for example, the play were 
to deal with national history (not an uncommon theme for a school play), politics 
takes on an increased importance, and the production’s location on the model be-
gins to move (Figure 5). Or in the example of voting, when a voter photographs 
their ballot and posts it on social media – an act so common it gained its own Wik-
ipedia page in 201618 – they transfer the act of voting out of its seemingly set loca-
tion within the political strand of the double helix, and begin to move it closer to 
the performative one (Figure 6). 
 
 

     
 
Fig. 5 (left): Moving toward politics.   
Fig. 6 (right): Moving toward performance.  

 
Another example can be found in antiquity. Political players in both archaic 

Greece and imperial Rome used performance to call upon and demonstrate divine 
favour, and in so doing to support the political legitimacy of their claims to power.19 
The Athenian Council and Assembly, widely considered to be the birthplace of 
political democracy, were highly performative in their political deliberations, with 
meetings opened by ‘sacrifice, curses and prayers’.20 Outside of these institutions, 
ritual performance was also strategically employed to enforce political aims: 

Festivals grew both more numerous and more elaborate under democracy. 
The ritual of sharing out the meat from festival sacrifices was surely an old 

 
18 ‘Ballot Selfie’, Wikipedia, accessed 17 December 2018, https://en.wikipedia.org/wiki/Bal-
lot_selfie. 
19 Rebecca H. Sinos, ‘Divine Selection: Epiphany and Politics in Archaic Greece’, in Cul-
tural Poetics in Archaic Greece: Cult, Performance, Politics, ed. Carol Dougherty and Leslie 
Kurke (Cambridge: Cambridge University Press, 1993); Trevor S. Luke, Ushering in a 
New Republic: Theologies of Arrival at Rome in the First Century BCE (Ann Arbor: University of 
Michigan Press, 2014). 
20 Robin Osborne, Athens and Athenian Democracy (Cambridge: Cambridge University 
Press, 2010), 64-65. 

Performance 
 
Politics 
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one, but it was now made visibly to reinforce the new political order as the 
distribution was entrusted to demarches and recipients checked off against 
deme records.21 

 
Political elites drew on the familiar language and practice of religious ritual, 

but re-purposed for their own political ends, by performing spectacles of piety and 
divine mandate. While religious ritual in these societies was also political, inasmuch 
as it was used to reiterate the social order and hierarchy, the particular performa-
tivity of governance – as an area of influence not entirely overlapped with religion 
– was a hallmark of Greco-Roman antiquity, one which informed later readings of 
the past,22 and which continues to inform our understandings of ancient Roman 
and Greek history in the present day. While Tony Perucci’s work focuses on the 
more contemporary Cold War period, his description of this theatricality in gov-
erning and politics as ‘the stagecraft of statecraft’ is quite apt here.23 

This latter example carries us on to our next point: that the entangled strands 
of the double helix are not only useful for understanding the relationship between 
performance and politics, but among the various further entanglements that we 
identify within this performance-politics field of study as well. In the example of 
the ‘ballot selfie’ posted online, the voter has not only shifted their action’s location 
from politics toward performance – though, importantly, not outside the realm of 
politics – but also from private to public, by broadcasting their private vote through 
public channels. The relationship among these factors – performance/politics, pub-
lic/private – is complex, and they mutually influence one another. Broadcasting a 
private vote publicly, for example, is a performative act, but it also shifts the very 
notion of politics at play. The private, individualised vote is a specific political no-
tion, representing a particular ideal of, in this case, democracy, one which fore-
grounds the role of individual choice and the ideal of the rational, un-influenced 
single vote. While these ideals are not done away with in their sharing, they do shift 
the ways in which politics is both presented and enacted, a shift whose ramifica-
tions are still being debated both among legal scholars and in popular media.24 

 
21 Osborne, Athens, 410. 
22 Notable in, for example, the Renaissance adoption of the monarch’s triumphant entry 
into a city. See, e.g., J.R. Mulryne and Elizabeth Goldring, eds., Court Festivals of the Euro-
pean Renaissance: Art, Politics and Performance (Aldershot: Ashgate, 2002); Beushausen, The-
atre, 57-69. 
23 Tony Perucci, Paul Robeson and the Cold War Performance Complex: Race, Madness, Activism 
(Ann Arbor: University of Michigan Press, 2012), 33-61. 
24 Daniel A. Horowitz, ‘A Picture’s Worth a Thousand Words: Why Ballot Selfies Are 
Protected by the First Amendment’, Science and Technology Law Review 18, no. 3 (2015); 
Emily Wagman, ‘But First, (Don’t) Let Me Take a Selfie: New Hampshire’s Ban on Bal-
lot Selfies and First Amendment Scrutiny’, William and Mary Bill of Rights Journal 25 
(2016); Isidora Koutsoulias, ‘Ballot Selfies: Balancing the Right to Speak Out on Political 
Issues and the Right to Vote Free from Improper Influence and Coercion’, Journal of Law 
and Policy 26, no. 1 (2017). E.g., Jefferson Graham, ‘Trump Son Tweets Ballot Selfie, 
Then Deletes It’, USA Today, 8 November 2016, accessed 17 December 2018, 
https://www.usatoday.com/story/tech/2016/11/08/trump-son-tweets-ballot-selfie-then-de-
letes/93499664/; Laura M. Holson, ‘Are Voting Selfies Legal? Not Always’, The New York 
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What this means is that the double helix can also serve to represent the rela-
tionship between the two other titular themes: power and protest. Authors writing 
within these themes identify similarly entangled and mutually dependent relation-
ships: domination and resistance,25 hegemony and counter-hegemony,26 power and 
counter-power,27 public and counter-public.28 While each of these authors would, 
of course, gloss their particular choice of terms differently and represent them as 
distinct from those of others, for the purposes of this introduction we understand 
each of these doubles to be iterations of, fundamentally, the same principle: that 
the most powerful voice holds the dominant, most visible location within the per-
formance-politics nexus, but that it is not the only voice, and that it does not go 
uncontested. Furthermore, while it may generally remain at the fore – which is to 
say dominant – the exact makeup of that nexus is constantly shifting, so that the 
position of the power-holder is never entirely secure, for other voices are waiting 
in the wings. These counter-hegemonic voices marginalised or oppressed by the 
status quo are sometimes visible or even hypervisible, while at others they are 
cloaked in shadow, for their visibility also brings risk, as Ross demonstrates in her 
analysis of Black Americans’ ‘sousveillance’ of power-holders from below.29 But 
they are never absent. So, too, with the two strands of the double helix: the visibil-
ity of the other may be in question, but it never disappears. 

Scott presents us with a useful and by now well-known anthropological dis-
tinction between what he terms ‘public transcripts’ and ‘hidden transcripts’: be-
tween ‘the open interaction between subordinates and those who dominate’30 and 
‘discourse that takes place “offstage,” beyond direct observation by powerhold-
ers’,31 respectively. As he points out, the public transcript, while the reading most 
readily available to outside observers given its front-stage positioning, proffers an 
incomplete view of the ways in which power is constructed and experienced: taken 
alone, it ‘is unlikely to tell the whole story about power relations’.32 Wherever one 
exists, so too the other, entangled and necessarily dependent; but also, in the case 
of hidden transcripts, shadowed, via oppression or active concealment by its actors, 
or, most commonly, some combination thereof. 

 
Times, 6 November 2018, accessed 17 December 2018, https://www.ny-
times.com/2018/11/06/us/politics/ballot-selfie-voting.html; Abby Ohlheiser, ‘Is Your Bal-
lot Selfie Illegal? Maybe’, The Washington Post, 6 November 2018, accessed 17 December 
2018, https://www.washingtonpost.com/technology/2018/11/06/is-your-ballot-selfie-ille-
gal-maybe/?utm_term=.43a739229ed6. 
25 Scott, Domination. 
26 E.g., Chantal Mouffe, ‘Artistic Activism and Agonistic Spaces’, Art and Research 1, no. 2 
(2007). 
27 Manuel Castells, Networks of Outrage and Hope: Social Movements in the Internet Age (Cam-
bridge: Polity Press, 2012). 
28 Robert Asen, ‘Seeking the “Counter” in Counterpublics’, Communication Theory 10, no. 4 
(2000); Óscar García Agustín, ‘European Counterpublics? DiEM25, Plan B and the Ag-
onistic European Public Sphere’, Journal of Civil Society 13, no. 3 (2017). 
29 Ross, ‘Watching from Below’. 
30 Scott, Domination, 2. 
31 Scott, Domination, 4. 
32 Scott, Domination, 2. 
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Each of these relationships might be represented in a similar manner on the 
double helix. Hegemony and counter-hegemony, to take the best-known among 
the doubled pairings listed above, are mutually dependent; one does not exist with-
out the other. Both always exist, and they always exist in tandem. While we can 
study each thread individually and can likewise examine their relationship, we can-
not extract one from the other. Their exact formation, however, is variable, as is 
the relationship between them. The precise sum-total of power held by one side or 
the other will vary based on such factors as the configuration of the state, the level 
of authority exercised by hegemony and its repression (or lack thereof) of its coun-
ter, the critical mass of supporters behind counter-hegemony and so on. Their re-
lationship might be plotted at various points on the double helix, and this will cer-
tainly shift over time. 

Perhaps most interesting to scholars of performance and politics, there will be 
critical moments when one overtakes the other. The edges, corners, or turning 
points on the double helix are moments of deep upheaval and critical change (Fig-
ure 7). Where counter-power overtakes power, or where counter-hegemony gains 
a critical mass and becomes the new hegemonic order, there lie vital moments of 
social change. The Republic of Ireland’s two recent referenda, affirming by popular 
vote the legalisation of marriage equality in 2015 and the repeal of the abortion-
banning Eighth Amendment in 2018, represent just such a moment in Irish social 
and political history, heralding as they do key changes in Irish social values and 
the decline of the Catholic Church’s historical hegemony in that state. 
 
 

 
Fig. 7: Edges and corners; moments where counter-hegemony overtakes the 
dominant and becomes the new hegemony. 

 
As discussed previously, the act of voting has a performative quality within a 

democracy, but these two referenda had an additional performance element 
through the use of the hashtag #HomeToVote on social media. Irish citizens can 
only participate in a vote if they are resident in Ireland and cast their ballot in 
person (with some limited exceptions), which led to Irish immigrants abroad trav-

Hegemony 
 
Counter-hegemony 
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eling home to Ireland from all over the world to participate in these landmark ref-
erenda.33 Publicly undertaking and documenting often long journeys to exercise 
one’s right to vote, and thus ultimately to participate in changing the state’s consti-
tution, adds an additional layer of performativity, demonstrating how important 
these referenda were for Irish people. This is not to say that the new, (more) secular 
social order has entirely eclipsed the hegemony of Catholicism, as the Church still 
wields significant power in Ireland and globally; rather, this is a moment on the 
edge of the double helix, a turning point wherein a former counter-hegemony be-
gins to come to the fore, waxing in prominence as its opposite wanes. 

Scott identifies such points of upheaval in his Domination and the Arts of Re-
sistance, though rather than moments in which hegemony is visibly threatened and 
possibly overtaken, he discusses ‘those rare moments of political electricity when, 
often for the first time in memory, the hidden transcript is spoken directly and 
publicly in the teeth of power’,34 or ‘when the frontier between the hidden and pub-
lic transcripts is decisively breached’.35 

While Scott insists that such moments are quite rare, and that the general or-
der of the day is separation (wherein the hidden transcript remains hidden), these 
points of rupture, the sharp edges of the double helix, are important. It would also 
appear that such moments are becoming more visible, though perhaps simultane-
ously shorter lived, in light of the increasing accessibility and enormous global 
reach of the internet. In his study of recent social movements characterised by this 
digital connectivity, and whose flashpoints between public and hidden transcripts 
garnered widespread international attention, Castells argues for an explicitly emo-
tional explanation for these points of upheaval, writing, ‘outrage had been there for 
quite a long time. The key difference was that another potent, positive emotion was 
present: Hope’.36 That emotion is intense – perhaps even intensified – at these turn-
ing-points is evident in both writers’ language, and this points to the significant role 
of emotion and affect in politics and protest.37 

The shift from hegemony to counter-hegemony, and the many different spaces 
that lie in between, is demonstrated well by the various functions the ‘Wilhelmus’ 

 
33 Elena Cresci, ‘#HometoVote: Irish Abroad Return to Vote in Gay Marriage Referen-
dum’, The Guardian, 22 May 2015, accessed 20 June 2019, https://www.theguard-
ian.com/world/2015/may/22/hometovote-irish-abroad-return-vote-twitter-gay-marriage-
referendum; Matthew Haag, ‘Irish Expats Travel Home to Vote on Abortion Referen-
dum’, The New York Times, 24 May 2018, accessed 20 June 2019, https://www.ny-
times.com/2018/05/24/world/europe/ireland-abortion-voters.html. 
34 Scott, Domination, xiii. 
35 Scott, Domination, 202ff. 
36 Castells, Networks, 81. 
37 See also Jeff Goodwin, James M. Jasper and Francesca Polletta, ‘Introduction: Why 
Emotions Matter’, in Passionate Politics: Emotions and Social Movements, ed. Jeff Goodwin, 
James M. Jasper and Francesca Polletta (Chicago: University of Chicago Press, 2001); 
Paolo Gerbaudo, Tweets and the Streets: Social Media and Contemporary Activism (London: 
Pluto, 2012), 12-14; Susan Broomhall, ‘Counsel as Performative Practice of Power in 
Catherine de’ Medici’s Early Regencies’, in Queenship and Counsel in Early Modern Europe, 
ed. Helen Matheson-Pollock, Joanne Paul and Catherine Fletcher (Cham: Palgrave Mac-
millan, 2018), 139; Beushausen, Theatre, 28-30. 
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(the official Dutch national anthem since 1932) has fulfilled in Dutch society in the 
450 years since it was written around 1572.38 The ‘Wilhelmus’ is an early Beggar-
song, sung from the perspective of William of Orange (1533-1584), the Stadholder 
of Holland and the first leader of the Dutch Revolt (1566-1648).39 The ‘Wilhelmus’ 
became the signature song of the Revolt and as such fulfilled a prominent counter-
hegemonic role in the battle against Spanish rule.40 However, as the power of the 
Orange family grew and the position of Stadholders became more important in 
Dutch government, the song moved over the nexus from mainly counter-hegemony 
to a place in between: the song formed a protest against Spanish occupation, but 
also functioned as support for those in power.  

The practice of contrafacta also opens up interesting dimensions for perfor-
mance, power and protest. For example, Duivelsliedeken (‘The devil’s song’), pub-
lished in 1622 as part of a pamphlet, parodies the ‘Wilhelmus’ to create an anti-
Beggar song exposing the destruction caused by the Dutch army in Flanders.41 The 
pamphlet shows a group of demons singing and dancing the song, further em-
phasing the song’s message that the Dutch army led by William of Orange’s son 
Frederick Henry was engaged in the devil’s work. And in the Second World War 
a new version was written that was sung from the perspective of Queen Wilhel-
mina, who at that time was in exile in England and frequently spoke on the radio 
to address her citizens and in particular the Dutch resistance. The song became 
part of a resistance movement of writing and publishing illegal texts and songs. A 
great number of these were later collected and published together as Het Nieuwe 
Geuzenliedboek (The New Beggar Song Book).42 The ‘Wilhelmus’ is here primarily 
counter-hegemony as an act of resistance against Nazi Germany, but not exclu-
sively as it simultaneously supports the Dutch monarch, who prior to the Nazi in-
vasion was the hegemonic figure. 

The ‘Wilhelmus’ continues to cause controversy in the twenty-first century. 
In 2017, Sybrand van Haersma Buma, then leader of the political party Christen-
Democratisch Appèl (‘Christian Democratic Appeal’, abbreviated CDA), urged 
the Dutch government – at the time led by the CDA in coalition with three other 

 
38 For an elaborate study of the history of the ‘Wilhelmus’ see:  Louis Peter Grijp (ed.) 
Nationale hymnen: Het Wilhelmus en zijn buren (Amsterdam: SUN/Meertens Instituut, 1998). 
39 ‘Beggars’ is a direct (and commonly used) translation of ‘geuzen’, the nickname the 
Dutch rebels gave themselves. In 1566 a group of Dutch leaders presented a petition of 
grievances to Margaret, the Duchess of Parma, who acted on behalf of Spain. One of 
Margaret’s councilors allegedly called them ‘les gueux’, French for ‘beggars’. In an act of 
linguistic reappropriation the (mostly Protestant) rebels took up the term to brand their 
movement, which included a rich song culture. 
40 Martine de Bruin, ‘Geuzen- en antigeuzenliederen’, in Een muziekgeschiedenis der Nederlan-
den, eds Louis Peter Grijp (Amsterdam: Amsterdam University Press, 2002), 175, 177; Ka-
rel Porteman and Mieke B. Smits-Veldt, Een nieuw vaderland voor de muzen: Geschiedenis van de 
Nederlandse literatuur 1560-1700 (Amsterdam: Uitgeverij Bert Bakker, 2009), 74-75. 
41 See de Bruin, ‘Geuzen- en antigeuzenliederen’, for a more elaborate analysis of this song. 
42 For more on these songs and how the Dutch resistance used the cultural memory of the 
Dutch Revolt to shape their identity, see Sonja Kleij, ‘De geuzen door de oorlogen heen: 
Over de relevantie van geuzen en de Tachtigjarige oorlog voor identiteit van het verzet in 
de Tweede Wereldoorlog’. Vooys 30, no. 3 (2012). 
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parties – to make it compulsory for children to learn the ‘Wilhelmus’ and its histor-
ical context, as well as to sing it regularly while standing up.  The plan was met 
with criticism ranging from it being old-fashioned to it promoting a problematic 
nationalism. In 2019 the committee responsible for planning elementary and sec-
ondary education ultimately decided not to include the national anthem as compul-
sory material.43 However, the proposal was still in the manifesto of the CDA for 
the elections of March 2021.44 Here we thus see hegemony trying to assert and 
strengthen its position and counter-hegemony working against it. This short exam-
ple of the historical usage of the ‘Wilhelmus’ demonstrates how the relationship 
between hegemony and counter-hegemony (as well as performance and politics) is 
in constant movement. 

There is a further point to be made here, especially important as a number of 
the contributions within this special issue come to us from historical and literary 
studies. While one particular configuration of power and counter-power, hegem-
ony and counter-hegemony, determines which transcript or transcripts might be 
understood as public and which as hidden; another configuration, or a string of 
multiple configurations, determines how the details of these relationships are 
passed on to future generations. What might have been in the public transcript, or 
at least a hidden transcript made (increasingly) public, at its time, might not nec-
essarily be presented as such in the written historical record. Thus, Bloemendal 
and van Dixhoorn exhort, 

Historians hoping to find traces of the formation of public opinion should 
therefore not only focus their attention on literate and rational discourse be-
tween articulate individuals but look for other, less literate, rational and elo-
quent, indeed sometimes raucous forms of debate in which individuals and 
collectives were able to set themselves up as spokespeople and try to attract 
attention.45 

The ways in which we receive information about past configurations of the 
performance-politics nexus are thus filtered through intervening – and by defini-
tion different – configurations of the same. Those differences may not always be 
immediately apparent, and thus they require investigation and critical reading on 

 
43 ‘Commissie: niet elke schoolklas hoeft het Wilhelmus te zingen’, Parool, accessed 25 April 
2021: 
https://www.parool.nl/nieuws/commissie-niet-elke-schoolklas-hoeft-het-wilhelmus-te-
zingen~b3947fe5/ 
44 ‘Standpunten: Wilhelmus’ CDA, accessed 10 March 2021:  
https://www.cda.nl/standpunten/wilhelmus 
45 Jan Bloemendal and Arjan van Dixhoorn, ‘Literary Cultures and Public Opinion in the 
Early Modern Low Countries’, in Literary Cultures and Public Opinion in the Low Countries, 
1450-1650, ed. by Jan Bloemendal, Arjan van Dixhoorn and Elsa Strietman. (Leiden: 
Brill, 2011), 15. Bloemendal and van Dixhoorn are specifically arguing against the tradi-
tional Habermas-ian notion of the public sphere. They argue for a more inclusive public 
sphere, which was already in existence in the early modern period. During that time, pub-
lic theatre and literature played a significant role in forming and expressing public opin-
ion. 
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our part. This troubles and nuances the interpretive lenses through which we ex-
amine historical performances and politics even further. History is constantly fil-
tered through the contemporary; therefore, we should also look at the relevant his-
torical context of the performance-politics nexus under question. As Groenland 
points out, ‘[T]he date of composition of a history play is a major determinant of 
both the nature of the historical representation and of the topical comment’.46 And 
when our studies of history involve artistic performances, it is necessary to keep in 
mind that ‘when an opinion is cast in a literary mould, this affects the manner in 
which we need to study it’.47 This is because the political opinions contained within 
an artistic work are shaped, refined and often altered during the creative process. 
As such, these pieces require careful analysis within their respective historical con-
texts to reveal the public and hidden transcripts present within these works, and 
the ways in which those transcripts have been (re)read and (re)used in subsequent 
contexts. 

Like the DNA that the double helix was created to illustrate, there is a level 
of unpredictability at work in all of these relationships. While some of the inter-
connections between factors might be expected based on our knowledge of history, 
society and human behaviour, there is also always the possibility of the unexpected 
– of surprise. In genetics, this takes the form of the recessive gene that comes to the 
fore when logic and genetic science dictate that it was meant to remain in the back-
ground, or, even more unpredictable still, the sudden mutation. Evolutionary stud-
ies emphasise the key role of mutation in driving evolution, as mutations that allow 
certain organisms to better survive in their environments through the advantages 
they provide slowly come to the fore, and via the long process of evolution move 
from unexpected outlier to powerful subset to group or species norm. Crucially, 
this is not the process for all mutations, and so, too, with the surprises that exist in 
performance-politics relationships, or in those between hegemony and counter-he-
gemony, etc. 

The more direct comparison to DNA raises another important factor for un-
derstanding relationships within the performance-politics nexus – namely, the role 
of environmental factors: mutations that better adapt their bearers to life and sur-
vival in their environment are more likely to be incorporated into the population at 
large, driving evolution in one way rather than another. In the studies in this special 
issue, the environmental factors at play are primarily socio-cultural, but they are 
just as important in shaping outcomes. As Baumgarten and Díez García note, stud-
ies of recent protest movements have tended to downplay key differences in social, 
cultural and national contexts, focusing instead on the rapid international move-
ment of ideas and tactics via digital media.48 To ignore such factors, however, is to 

 
46 Juliette Groenland, ‘Playing to the Public, Playing with Opinion: Latin and Vernacular 
Dutch History Drama by Heinsius and Duym’, in Literary Cultures and Public Opinion in the 
Low Countries, 1450-1650, ed. Jan Bloemendal, Arjan van Dixhoorn and Elsa Strietman. 
(Leiden: Brill, 2011), 124. 
47 Bloemendal and van Dixhoorn, ‘Literary Cultures’, 34. 
48 Britta Baumgarten and Rubén Díez García, ‘More than a Copy Paste: The Spread of 
Spanish Frames and Events to Portugal’, Journal of Civil Society 13, no. 3 (2017). 
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miss crucial environmental elements that affect significantly the particular perfor-
mance-politics configurations available to or produced by local actors. Varying cul-
tural values and settings, as well as various state modes of power and enforcement 
thereof, may suggest or circumscribe, prescribe or proscribe, the types of perfor-
mances that may be staged, the types of protests that will gain traction – either with 
power-holders or with a more general public – and the ways in which (coun-
ter)power might be exercised. 

Finally, in a last comparison to genetics, each double helix – which is to say 
each individual doubled strand of DNA – does not exist by itself, but rather inter-
acts with numerous others, in relational webs that we can infer or guess at, but 
which we can never fully plot out. Performance and politics, power and protest, 
are interrelated in complicated, mutually influential, and not-entirely-representable 
ways. This special issue is an attempt to pin some of those relationships down, to 
chart their locations within a plane that is constantly in motion, always shape-shift-
ing, altering and adapting. Like a slice of DNA under study, each of the included 
case studies represents only a very small sliver of the rich picture that is an embod-
ied individual, or a group of people, or even an entire species. But it is vital to begin 
somewhere, for the tiny slice of data is just as important as the bigger picture, and 
it lends clarity and further knowledge thereto. As the study of the human body 
became more complete with the discovery of DNA (further clarified and refined 
via the study of epigenetics, etc.), so we believe that the probing of individual case 
studies, past and present, can provide some new insight into the bigger picture that 
is the performance-politics nexus. 

 
Contributions to the Special Issue 
 
The contributions in this special issue have been ordered not chronologically, but 
rather in a loose trajectory from performance-as-event to performance-as-everyday 
and back again, while acknowledging that these distinctions are, as we have dis-
cussed throughout this introduction, messy and not clear-cut. Readers will likely 
notice that the collected articles focus on the European context; we would like to 
make it clear that this is due to our own professional networks as early-career 
scholars whose research to date has focused predominantly on Europe, and not a 
case of intentional Eurocentricity. We invite scholars working in other parts of the 
world, and especially those based in and studying the Global South, to enter this 
conversation and tell us whether the approaches that we have taken here are ap-
plicable in other contexts. The articles in this special issue take a variety of disci-
plinary perspectives and stances, each interrogating the performance-politics 
nexus in its own unique way. 

Sheelagh Colclough and Sarah Feinstein’s article examines the work of Bel-
fast-based arts organisation Beat Carnival. Through a tripartite examination of car-
nival as agonistic pluralism, as liminoid space and as contemporenaeity, the authors 
suggest that carnival presents and performs new forms of social identity in North-
ern Ireland, a place that is all too often represented as having a rigidly divided set 
of two identities or communities. Carnival performance, Colclough and Feinstein 
tell us, allows Northern Ireland residents to imagine and perform new ways of be-
ing through enacting ‘defiant joy’. 
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Sonja Kleij’s article takes us back in time to 1650, examining the relationship 
between the Amsterdam Municipal Theatre and seventeenth-century Dutch poli-
tics. She investigates the ways in which theatre plays staged during this period 
were chosen to debate politics and to what extent these plays could function as acts 
of protest. Kleij’s article demonstrates the value of close, contextualised readings 
of historical data, revealing how even seemingly mundane objects like records of 
performance dates and revenue can bring to life important details of public re-
sponses to politics. 

Lynneth Miller Rensburg similarly examines the relationship between stage 
plays and politics through a close examination of Gilbert and Sullivan’s The Gondo-
liers and audience responses thereto. Miller Rensburg presents The Gondoliers as a 
performance of an idealised (and gendered) monarchy set against the political 
backdrop of the Victorian era. Ultimately, she argues that the wildly popular opera 
served to reinforce the status quo and communicate the social benefits of monar-
chy, but a monarchy with obligations to its subjects. 

Romano Mullin’s article interrogates film representations of the English Re-
naissance. Mullin traces these depictions from portrayals of the early modern pe-
riod, and particularly of the Tudor era, as a ‘golden age’ during and after the Sec-
ond World War, to more cynical portrayals showing the darker side of Tudor rule 
in twenty-first-century films. He argues that this trajectory reflects increasing and 
widespread suspicion of state actors and state power in the present day, demon-
strating this with particular reference to the 2011 thriller Anonymous. 

Dustin Neighbors’ article examines the royal progresses of Elizabeth I as cru-
cial sites for the performance of gendered power. Neighbors interrogates how the 
progresses both reaffirmed the status quo by presenting Elizabeth as a powerful 
monarch and provided state-sanctioned spaces for the articulation of discontent – 
that is, for counter-hegemony and protest, albeit in a state-approved form. He uses 
Judith Butler’s concept of ‘performativity’ to interrogate the gendered nature of 
these performances, which are particularly interesting given Elizabeth’s status as 
one of the first high-profile female monarchs in Europe and her negotiation of 
spaces in between traditional queenship and traditional kingship roles. 

Kayla Rush’s article brings us back to the present day, presenting and exam-
ining an ethnography of an artists’ protest planning meeting in Belfast in 2015. She 
examines how the artist-protesters strategised the particular performance-politics 
relationship that they thought would be most beneficial to their political aims, and 
their debates over the concept of ‘performance’ itself and its place in political pro-
tests. Rush’s close reading of this event underscores the importance of paying at-
tention to backstage details and negotiations for better understanding the perfor-
mance-politics nexus. 

Finally, Maruška Svašek presents an ethnographic account of a walking in-
terview with Czech performance artist Jiří Kovanda. Svašek interrogates the par-
ticular performance-politics relationship in Kovanda’s work and the ways in which 
this has changed from the Cold War period to the present day. Svašek narrates the 
encounter in the form of a stage play, further probing the complex relationships 
between performance-as-event and performance-as-everyday. By representing her 
interlocutor’s inner thoughts through her own voice, Svašek powerfully and sensi-
tively probes the performative relationship between researcher and researched. 
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Taken together, these seven articles present a multitude of configurations of 
the performance-politics nexus, underscoring the crucial point we have tried to 
make throughout this introduction: that the links among performance and politics, 
power and protest, are messy and complex. Performance and politics are always 
linked, but the ways in which they are linked shift and change, and the place on 
the double helix never stays in one specific spot for long. 
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